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we are told, can be praised as skilful, genial, or 
original, and hardly another condemned as faulty, 
vulgar, or ugly. Consequently, only very pious and 
musically very appreciative hearers will leave a per- 
formance of the " Redemption " with a wish " to be 
redeemed by Gounod a second time." It seems to 
me that this last sentence contains the French com- 
poser's justification. Music that is one with its sub- 
ject will be little cared for by those to whom the 
subject is indifferent, and as in the " Redemption " 
art enters into the story to be there absorbed, rather 
than to carry on a consciously independent existence, 
it follows as of course that those to whom religion 
means nothing approach the work without interest 
and leave it without satisfaction. 
Dr. Hanslick should have stopped here; but un- 
fortunately his notice has a coda, and therein is 
found a sting, sharp and acrid beyond common. He 
says: " We will not enquire whether it has been 
simply religious meekness and humility that have 
kept him (Gounod) so far from art and brilliancy in 
the 'Redemption.' . . A man may become a 
monk from piety, also from poverty. One thing is 
clear-that with the measure of talent Gounod now 
possesses he can hardly hope to write a good opera; 
but he could certainly trust himself to compose an 
oratorio of such harmless respectability (harmilose 
Anstiindigkeit) as the 'Redemption.' So he has 
at least shown himself as much a self-critic as a 
religious enthusiast." With great respect for Dr. 
Hanslick, I believe this to be the kind of criticism 
that is better left unanswered. M. Gounod can 
defend himself from sneers if he think it worth 
while, and the best reply to whatever argument 
the quoted words contain is discoverable in the 
profound impression made by the "Redemption" 
upon the vast majority of its hearers-an impression 
quite miraculous as the result of a work which is no 
more than one of "harmless respectability." The 
appeal is from Dr. Hanslick's opinion to the verdict 
of a great religious and musical community, by 
whom alone such an oratorio as the " Redemption " 
can be judged. That verdict has been given, and I, 
for one, am satisfied with it. 
HANDEL'S ORCHESTRATION. 
By EBENEZER PROUT. 
IN no other country of Europe are the works of 
Handel so admired, nowhere else is his genius so 
venerated, as in England. Yet even here, out of the 
enormous number of compositions which he pro- 
duced, there are certainly not a dozen, probably 
hardly more than half-a-dozen, which can be said to 
be thoroughly familiar to the general public; while 
even of professional musicians there are very few who 
are acquainted with the whole series of the oratorios, 
to say nothing of the operas. Consequently, while 
amateurs have a fairly adequate idea of Handel's 
grandeur of style, few have any conception of his 
almost exhaustless variety. In saying this, I am not 
denying that in one sense he repeats himself a great 
deal. There are certain formulae, certain cadences, 
belonging to the age when they were written, which 
recur in nearly every work. There is also much 
which is now antiquated; and there are few people 
who would have the patience to sit out any of 
Handel's oratorios (excepting " Israel in Egypt ") if 
given unabridged. The operas are as a whole still 
more old-fashioned, consisting almost entirely of 
songs connected by interminable recitatives; and, in 
spite of the many beauties which they contain, the 
revival of one of them now would be an intolerable 
anachronism. Yet, after making every deduction for 
that which possesses only an historical interest, there 
remains in the collection of Handel's works a mine 
of beauty of which few but those who have made a 
special study of him know anything at all. 
One of the commonest misconceptions among 
musicians with regard to Handel is that his orches- 
tration is wanting in variety, especially in the songs. 
It has occurred to me that it may be worth while to 
endeavour to prove the fallacy of this view; and I 
propose in this series of papers to enter into a some- 
what detailed examination of Handel's scores from 
the point of view of their instrumentation only, leaving 
out of consideration all questions of musical beauty, 
except in so far as that may be connected with the 
treatment of the orchestra. I hope to prove con- 
clusively that it is an entire mistake to suppose 
that Handel's instrumentation is monotonous. It 
will be necessary to enter into technical details to 
such an extent that I have a strong suspicion these 
articles will be found dry and tedious by all except 
those specially interested in the subject. It is to 
such that I address myself; and I advise all other 
readers to pass to something more likely to prove 
interesting. 
The earlier editions of Handel's scores-those of 
Walsh, Randall, Wright, and Arnold-are so 
inaccurate, and especially so incomplete (instruments 
being often omitted altogether), as to be virtually 
useless for my purpose. The only reliable edition is 
that now in course of publication by the German 
Handel Society, under the superintendence of Dr. 
Chrysander. As there are still between twenty and 
thirty volumes wanting to complete that edition, I 
shall be unable to notice the whole of the oratorios 
and operas; but in some seventy volumes which I 
have examined I have found amply sufficient for my 
purpose. 
The composition of the orchestra which Handel 
employed differed radically from that of the present 
day, not only in the fact that (as will be seen 
presently) it contained many instruments now entirely 
obsolete, but also in the proportion of the various 
masses. We find in Rousseau's " Dictionnaire de 
Musique " a plan of the opera orchestra of Dresden, 
as it existed under Hasse in 1754-five years before 
Handel's death-and there is every reason to believe 
that the composition of the orchestra in London at 
the same date was very similar. The orchestra at 
Dresden consisted of two harpsichords, at one of 
which the conductor and at the other the accom- 
panist sat, eight first and seven second violins, four 
violas, three violoncellos, three double-basses, two 
flutes, five oboes, five bassoons, two horns, two 
trumpets, and drums. I shall be able to prove, to all 
but absolute certainty, from Handel's scores that the 
proportion between wind and strings could not have 
been very dissimilar in his orchestra. We have 
also the documentary evidence of the list of per- 
formers at the Foundling Hospital, when "The 
Messiah " was given there on May 3, 1759, imme- 
diately after Handel's death. The list is preserved 
at the Foundling, and it shows that there were 
twelve violins, three violas, two violoncellos, two 
double-basses, four oboes, four bassoons, two horns, 
two trumpets, and drums-the proportions, it will 
be observed, being nearly the same as at Dresden. 
It may be worth noting, as bearing on the question of 
"additional accompaniments," that there are no bas- 
soons or horns in Handel's score of "The Messiah," 
and that the oboes are only to be found in the chorus 
"Their sound is gone out." 
One sometimes hears a wish expressed for the per- 
formance of one of Handel's works in its original 
form. Were it possible to realise such an idea, it 
would doubtless be most interesting, if only from 
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an archoeological point of view; but those who cry 
out against all additional accompaniments either do 
not know or do not choose to remember that what 
they are clamouring for is unattainable. In the 
first place, one would require two harpsichords, with 
two good players, able to fill up Handel's harmonies 
as the composer did himself, sometimes without even 
a figured bass to guide them. Where are they to be 
found? And even supposing them found, what 
guarantee can we possibly have that the filling-up 
is the same which Handel used ? Besides, the only 
harpsichord now obtainable would probably be at 
least a hundred years old, and the tone would be no 
more like that of a new instrument than would be 
that of a piano of the same age if played in a concert- 
room; while the substitution of a modern piano for 
the harpsichord would not realise Handel's effect in 
the least. And how will the old harpsichords mix 
with our modern instruments ? To come to another 
point: suppose the number of oboes to be increased 
so as to have one-third as many as there are violins, 
we still do not realise Handel's effects; for the oboe 
of the last century (as is shown by Dr. Stone, in his 
article "Oboe," in Grove's Dictionary) was played 
with a different kind of reed from that now used, and 
possessed a quality of tone more like that of the 
musette played by itinerant Tyrolese musicians than 
like that of the modern oboe. Four of our oboes 
against twelve violins will not reproduce Handel's 
effect at all accurately. Again, what shall we do for 
the two organs prescribed in the score of " Israel," 
to say nothing of the teorba and arciliuto wanted for " Esther " and " Athalia," or of other instruments 
used by Handel which are as extinct as the dodo ? 
It is no more possible to reproduce the orchestra of 
Handel precisely than that of the ancient Greeks and 
Romans; and those who object to a certain amount 
of modernisation of his scores must be content to go 
without hearing his music at all. 
I have digressed somewhat from my course, but 
the remarks on the impossibility of giving one of 
Handel's works exactly as he gave it himself seemed 
a natural corollary to the statement (which requires 
no proof beyond an examination of the scores) that 
his orchestra was fundamentally different from that 
of our day. And this brings me to my next point-- that his system of treating the orchestra also differed 
widely from that of modern composers. With the 
exception of the clarinet, ophicleide, tuba, and some 
of the percussion instruments (such as the triangle), 
all the instruments of an ordinary modern score may 
be found in Handel's works, besides many not now 
employed. But, of all these, only strings, oboes, and 
bassoons are used frequently; the flutes, horns, 
trumpets, and drums are reserved for special effects; 
sometimes they are only in one or two numbers of a 
work. When they appear, they are treated in such 
a way as to show that the composer thoroughly 
understood their capabilities, and that the modera- 
tion in their introduction was the result of system. 
The songs are sometimes accompanied only by 
basses and a harpsichord-the simplest form of 
Handel's scoring; sometimes to these are added 
violins in unison, not unfrequently doubled by the 
oboes, especially in the symphonies; sometimes the 
string quartet is used for accompaniment, occa- 
sionally without, though more frequently with, the 
harpsichord. These are the most frequent com- 
binations in solo music; though as we proceed 
to examine the scores we shall find many songs 
in which important solo parts are given to the 
wind. The score of " Saul" proves beyond a doubt 
that in accompanying songs the organ was not used at 
all-except, of course, in the rare cases in which it 
is treated as an obbligato instrument and to play the 
bass (tasto solo) with the basses of the orchestra. The 
choruses are mostly accompanied by strings, oboes 
and bassoons, to which is added the organ in oratorios 
and the harpsichord in operas. The oboes usually 
double either the violins or the treble voices in unison, 
though we shall find places where they have inde- 
pendent parts giving fuller harmony; the bassoons 
generally play with the violoncellos, sometimes with 
the bass voices; and occasionally they double the 
violas, if these instruments have an important part. 
The horns and trumpets are not treated in the modern 
style, but have mostly melodic passages, which fre- 
quently lie very high, as is also the case with Bach's 
horn and trumpet parts. The drums are only ex- 
ceptionally used for solo effects, or for dramatic 
colouring; usually they play with the trumpets in 
the t[zttis. 
It will probably surprise many of my readers when 
I say that there are few modern effects of orchestra- 
tion which have not been at some time or other 
anticipated by Handel, or of which the germ at least 
may not be found in his scores ; yet this is the simple 
truth. The contrasts of the different departments 
of the orchestra-strings, reeds, and brass-the 
effects of sustained wind harmonies against moving 
strings, the combinations of solo instruments with 
the voice, the use of sordini and of the pizzicato for 
the strings: we find them all-less frequently, no 
doubt, than in modern scores, but to a degree that 
proves Handel's perfect mastery of the orchestra of 
his day. Had he lived a century later, he would 
have been in instrumentation the rival of Berlioz and 
Wagner. 
In my next paper I propose to commence the 
examination of Handel's scores, taking them as far 
as possible in chronological order, so as to trace 
better the gradual enlargement of orchestral 
resources by his genius. 
(To be continued.) 
THE GREAT COMPOSERS. 
BY JOSEPH BENNETT. 
No. XIII.--CHERUBINI (concluded from page 654). 
IT is now time to speak of the compositions which 
Cherubini gave to the world in his last years-that is 
to say, between 1830, when the choir of the Chapel 
Royal and his office connected therewith were sup- 
pressed, and 1839 when he ceased to write. During 
that period, the master, as may be supposed, was 
several times tempted to resume work in connection 
with the lyric stage. M. Pixerecourt, author of the 
drama, " Les Mines de Pologne," from which the 
libretto of " Faniska" was taken, had previously 
sought Cherubini's help in an adaptation of the work 
for the Opera Comique. The composer consented, but found, on looking at the score, that it could not 
be made to suit a French audience, and the project 
consequently fell through. Indeed his zeal for opera 
had abated, in presence of increasing love for the 
music of the Church. It was, therefore, with no 
great hope of success that Scribe and M61esville 
approached him on the subject of his opera, " Kou- 
kourgi," written in 1793, and never produced. 
M. Pougin gives a very clear account of the trans- 
action that ensued, and his words may be quoted with 
advantage:- " Why was the work never brought out ? That is 
what no one to-day can tell. One thing, however, is 
certain: The libretto was supplied by Duveyrier, 
father of the ingenious and fertile dramatic author 
who made himself known under the name of M6les- 
ville, and who, wishing to derive some profit from the 
paternal prose, suggested to Scribe, his usual literary 
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